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Pornography	as	a	Creative	Industry	
Abstract	
Much	academic	writing	on	pornography	focuses	on	the	genre’s	exceptionalism	
(the	ways	in	which	it	is	different	from	other	forms	of	culture).	This	paper	rather	
focuses	on	its	typicality	as	a	Creative	Industry.	As	with	other	Creative	Industries,	
in	the	production	and	distribution	of	pornography	it	is	producers	who	make	
most	money.	While	a	small	number	of	on‐camera	performers	become	wealthy	
and	powerful	the	majority	lack	creative	control	and	are	poorly	paid.	The	careers	
of	performers	are	typically	short	examples	of	“nomadic	labour”.	Many	creative	
workers	are	involved	in	the	production	of	pornography	apart	those	in	front	of	
the	camera,	and	the	skills	of	these	behind‐the‐camera	creatives	can	be	
transferable	across	sectors.		Like	other	Creative	Industries,	the	pornography	
business	is	facing	challenges	from	increased	digitalization	and	globalization;	and	
like	other	Creative	Industries	the	solutions	to	these	challenges	lie	in	branding,	
niche	marketing,	and	exploiting	new	technological	possibilities.	
	
Pornography	as	industry	
Pornography	is	big	business.	Estimates	of	the	global	worth	of	the	pornography	
industry	range	widely.	In	the	United	States	alone,	in	2010,	estimates	for	the	size	
of	the	pornography	industry	ranged	from	$8	billion	to	$13	billion	(Szalai	2010).	
Globally,	in	2002,	Perdue	estimated	that	the	Internet	pornography	industry	
alone	was	worth	$31.2	billion	(Perdue	2004,	263);	while	in	2007,	Jeffreys	
estimated	its	worth	at	a	radically	smaller	$4.9	billion	(Jeffreys	2009,	66).	Forbes	
magazine	estimated	the	worth	of	the	entire	global	pornography	market	in	the	
early	2000s,	across	all	sectors,	as	$56	billion	(Whisnant	2004,	16).	There	is	
agreement,	however,	that	this	is	an	important	industry,	its	size	measured	
globally	in	billions	rather	than	millions	of	dollars.	
In	this	paper	I	argue	that	to	approach	pornography	as	an	industry	–	indeed,	as	
one	of	the	‘Creative	Industries’	(DCMS	2001)–	proves	useful	in	explaining	the	
forms	taken	by	the	content	and	distribution	of	sexually	explicit	material.	It	is	
common	to	see	academic	accounts	arguing	for	the	exceptionalism	of	
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pornography	–	either	that	it	is	exceptionally	sexist	and	promotes	violence	
against	women	in	a	way	matched	by	no	other	form	of	culture,	or	that	it	is	
exceptionally	radical	and	challenges	gender	roles	in	a	way	that	no	other	form	of	
culture	does.	By	contrast,	I	focus	here	on	its	lack	of	exceptionalism	–	the	ways	in	
which	pornography	is	similar	to	other	Creative	Industries.	
	
Producers	make	the	money	
The	Creative	Industries	are:	
those	industries	which	have	their	origin	in	individual	creativity,	skill	and	
talent	and	which	have	a	potential	for	wealth	and	job	creation	through	the	
generation	and	exploitation	of	intellectual	property	(DCMS	2001,	4)	
In	the	Creative	Industries	it’s	the	people	who	work	behind	the	scenes	who	make	
the	real	money.	Importantly	it’s	not	the	actors	who	appear	in	front	of	the	camera	
who	generally	get	rich	(with	a	very	small	number	of	obvious	exceptions).	In	
pornography	–	as	in	Hollywood,	and	indeed	all	film	and	television	systems	
around	the	world	–	with	the	exception	of	a	small	number	of	unrepresentative	
stars	who	can	earn	huge	salaries,	most	of	the	money	in	pornography	is	made	by	
the	producers	(Spark	Tech	Talk	2012)	–	the	people	who	come	up	with	ideas,	
raise	finance,	put	teams	together	and	oversee	the	production	of	content	(Collis,	
McKee	and	Hamley	2010,	922).	An	important	aspect	of	this	behind	the	scenes	
work	–	in	all	Creative	Industries	‐	is	distribution.	Distributors	‘solicit	content	
from	companies	and	prepare	it	for	global	distribution’	(Jacobs	2007,	12)	see	also	
(Jeffreys	2009,	67;	Russo	1998,	23;	Reeve	2010;	Ray	2010).	Distributors	have	
real	power	in	the	pornography	business.	In	the	case	of	pornographic	magazines	
in	Britain,	for	example,	newsagents	
WH	Smith	and	John	Menzies	…	still	account	for	more	than	70	per	cent	of	
wholesale	trade	in	the	UK	…	[and]	All	publishers	wishing	to	distribute	their	
materials	via	these	companies	must	submit	proofs	for	vetting	by	the	head	
offices	of	Menzies	and	Smiths	in	advance	of	printing.	The	publications	are	
therefore	subject	to	those	companies’	understanding	and	implementation	
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of	‘community	standards’	(Smith	2007,	54)	see	also	(I‐Spy	Productions	
1988,	73)			
It	is	the	people	who	work	at	the	interface	between	content	and	business,	markets	
and	audiences	who	make	the	most	money	in	the	Creative	Industries.	And	in	
pornography	there	has	traditionally	been	big	money	to	be	made.	For	a	period	
from	about	the	mid	twentieth	century	(the	invention	of	Playboy)	to	the	early	
twenty‐first	(the	maturation	of	the	Internet),	pornographic	businesses	have	been	
able	to	work	with	‘high	profit	margins’	(Coopersmith	1998,	99).	In	the	1970s	in	
the	United	States	an	adult	film	would	typically	cost	between	$75,000	to	$115,000	
to	make,	but	would	earn	$300,000	within	eighteen	months	(Coopersmith	1998).	
In	1985,	the	producer	of	a	pornographic	video	would	sell	his	tape	to	a	distributor	
for	100%	profit.	The	distributor	could	buy	the	rights,	copy,	package	and	market	a	
tape	for	between	$8‐$15	per	tape,	selling	them	for	about	$31	to	the	wholesaler,	
who	would	sell	them	to	a	retailer	for	between	$33‐$37.	They	would	then	be	sold	
to	the	consumer	for	about	$60‐80	in	1986	(Coopersmith	1998,	104).	The	
producer,	distributor,	wholesaler	and	retailer	all	made	profits	in	the	process	of	
distributing	the	material.		
Because	of	the	Internet	the	situation	is	no	longer	so	rosy	for	those	companies	
who	wish	to	make	money	from	the	production	and	distribution	of	pornography	
(discussed	below).	But	some	companies	can	still	make	good	profits	from	it.	
Business	models	include	the	direct	sale	or	hire	of	product	(videos	and	DVDs),	
advertiser	support	for	websites,	and	website	subscriptions.	Internet	
pornography	has	also	led	the	way	in	business	model	innovations	such	as	‘affiliate	
networks,	performance‐based	advertising,	traffic	sharing	and	even	those	pop‐up	
console	advertising	windows	that	are	annoying	but	highly	effective’	(Perdue	
2004,	262).	In	its	business	models,	and	its	distribution	of	profits,	pornography	is	
similar	to	other	Creative	Industries.	
When	it	comes	to	acting	in	pornography	‐	as	with	all	acting	‐	although	many	
people	are	attracted	to	the	profession	with	dreams	of	fame	and	fortune,	it	is	only	
a	very	small	proportion	(either	in	mainstream	or	pornographic	acting)	who	
manage	to	make	a	sustainable	or	lucrative	career	from	it.	If	you	want	to	get	rich,	
acting	is	not	the	best	way	to	go	about	it.			
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The	multiplicity	of	roles	in	the	pornography	industry	
When	people	talk	about	working	in	pornography,	they	often	think	automatically	
about	the	people	in	front	of	the	camera.	But	this	is	only	a	small	part	of	the	
pornographic	workforce.	As	Laura	Agustín	points	out,	the	sex	industry	also	
includes	large	numbers	of	‘non‐sexual	employees’	including	for	example	‘drivers,	
accountants,	lawyers,	doctors	…	newspaper	and	magazine	editors	[and]	Internet	
entrepreneurs’	(Agustin	2005,	618),	as	well	as	designers,	advertising	sales	
people,	office	managers	and	so	on.	For	many	of	these	workers	in	pornography,	it	
can	be	like	any	other	office	job	(Marsh	2004,	244).	Weighing	up	the	pros	and	the	
cons	of	working	as	the	managing	editor	of	online	pornography	site	Danni’s	Hard	
Drive,	Taylor	Marsh	emphasizes	the	pleasure	of	working	in	the	Creative	
Industries:	
Although	the	time	I	spent	at	DHD	was	often	chaotic,	and	even	though	
our	business	relationship	would	never	be	stable,	one	of	the	things	
that	kept	me	enthused	about	being	managing	editor	for	DHD,	
especially	in	the	beginning,	was	my	periodic	creative	meetings	with	
Danni	…	For	hours	we	would	hash	out	ideas	and	possibilities	for	new	
content,	both	of	us	excited	about	what	was	happening	on	the	site	
(Marsh	2004,	255‐256)	
Indeed,	her	account	emphasizes	the	degree	to	which	working	in	pornography	is	
like	working	in	other	Creative	Industries.	In	recruiting	staff	into	the	company	she	
would	look	specifically	for	people	who	had	transferable	talents	from	other	
sectors	of	the	Creative	Industries:	
The	first	line	on	his	resume	stated	that	he’d	managed	the	talent	for	Barnum	
and	Bailey	Circus.	That	was	all	I	needed	to	know.	Anyone	who	could	
manage	circus	talent	definitely	had	the	qualifications	to	coordinate	the	
crew	I	needed	managed,	the	strippers,	models,	and	XXX‐rated	porn	
actresses	of	the	adult	entertainment	industry	(Marsh	2004,	250)	
Circuses	and	pornography	are	both	Creative	Industries	–	and	it	would	appear	
that	the	skills	used	in	either	of	them	might	be	transferable	to	the	other.	
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Nomadic	labour	
However,	as	noted	above,	when	people	think	about	working	in	pornography	they	
tend	to	think	first	of	the	actors	who	appear	in	it.	Angela	White	argues	that	
‘Within	feminist	debates,	female	performers	in	pornography	have	become	
powerful	symbols	of	either	victimization	or	agency’	(White	2010,	i).	White	calls	
for	intellectual	moves	beyond	‘the	victim/agent	divide’	(White	2010,	i).	One	
useful	way	to	do	this	is	to	examine	the	work	of	actors	in	pornography	as	a	subset	
of	the	experience	of	being	an	actor	in	general.	For	the	majority	of	actors	in	
pornography,	their	experience	is	often	far	from	the	glamour	and	glitz	of	the	
Hollywood	stars	shown	in	gossip	magazines.	But	this	is	true	for	the	vast	majority	
of	actors	in	every	sector	of	the	industry	–	including	the	non‐pornographic.		
In	John	Caldwell’s	account	of	mainstream	(not	pornographic)	film	and	television	
‘production	culture’	he	notes	that	key	elements	of	creative	labour	are	lack	of	job	
security,	periods	of	intense	overwork,	and	lack	of	overall	creative	control	on	
projects.	In	a	‘more	flexible	post‐Fordist	industrial	economy’	(Caldwell	2008,	
156),	the	Creative	Industries	tend	to	‘outsourc[e]	…	creative	work’	(Caldwell	
2008,	119).	For	film	and	television,	in	a	‘post‐studio,	post‐[television]	network	
age	of	contracted	independent	production’	this	means	‘short	employee	tenure	
and	little	company	loyalty’	(Caldwell	2008,	146).	
A	lack	of	job	security	–	or	‘Nomadic	labor	systems’	‐	means	that	‘even	after	a	
[creative]	worker	has	obtained	employment	…	they	must	still	hustle	for	every	
new	production	they	hope	to	work	on…	’	(Caldwell	2008,	113).	They	get	well	
paid	for	the	work	they	do	over	short	periods,	but	in	return	have	no	job	security	–	
it	is	the	‘lucrative	impermanence	of	contract	labor’	(Caldwell	2008,	193).	This	is	
as	true	for	pornography	as	it	is	for	other	creative	industries.	Sharon	Abbott	notes	
that:	‘It	is	not	uncommon	for	arrangements	about	future	work	to	be	made	while	
on	the	set	of	another	project	’	(Abbott	2010,	61).	In	order	to	get	the	next	job,	the	
porn	actor	must	be	‘professional	and	competent’:	‘arrive	on	time,	have	all	
necessary	paperwork	available	(identification	and	HIV	test	results),	be	
cooperative	and	be	willing	to	stay	overtime’	(Abbott	2010,	54).	This	latter	
challenge	is	also	common	across	the	Creative	Industries:	when	they	do	have	
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work,	creatives	must	cope	with	the	‘pervasiveness	of	abusive	work	schedules’	in	
the	making	of	mainstream	film	and	television	(Caldwell	2008,	45).	Indeed,	
Caldwell	calls	this,	for	postproduction	workers,	the	‘digital	sweatshop’	(Caldwell	
2008,	160),	where	creatives:	
would	average	seventy	hours	per	week	or	more	…	Many	animators	and	
effects	artists	in	their	twenties	or	thirties	would	eat	and	sleep	at	work	in	
order	to	meet	pressing	deadlines	(Caldwell	2008,	161)		
There	is	also	is	a	lack	of	creative	control	for	most	workers	in	creative	industries	
–	which	tend	to	be	extremely	hierarchical:	‘production	militarism	works,	in	part,	
by	“keeping	others	stupid”	…	work[ing]	on	a	“need‐to‐know”	basis.	And	most	
below‐the‐line	workers	don’t	need	to	know’	(Caldwell	2008,	132).		
Finally,	Caldwell	also	notes	a	problem	with	‘ageism’	across	the	mainstream	
creative	industries:	‘Many	digital	companies	now	have	workforces	where	the	
average	age	is	in	the	mid‐twenties’	(Caldwell	2008,	192).		
Overall,	Caldwell	notes:	
the	sometimes‐alienating	logic	of	the	new	flexible	creative	industries,	
which	oversell	the	notion	of	gratifying	labor,	career	mobility	democratic	
management	and	workaholism	as	creative	forms	of	self‐fulfilment	
(Caldwell	2008,	33)	
In	many	ways,	pornography	resembles	other	Creative	Industries.	It	is	
unsurprising	then	that	the	stories	of	actors	entering	pornography	range	widely	–	
from	the	enthusiasm	of	the	few	who	have	gone	on	to	become	major	stars	to	the	
disappointment	of	those	who	have	failed	to	make	careers	for	themselves	in	the	
business.	For	the	vast	majority	of	the	on‐screen	talent	in	pornography,	their	
experience	of	the	work	is	lack	of	job	security,	periods	of	intense	hard	work,	little	
control	over	the	finished	product,	and	ageism.	They	do	not	share	in	profits	made	
from	the	production	and	circulation	of	the	product.		
However	it	is	also	worth	noting	that	the	nature	of	nomadic	labour	is	not	viewed	
by	all	creatives	as	negative.	In	her	interviews	with	fifty	porn	actors	Abbott	found	
that	this	very	lack	of	security	appealed	to	some	actors	in	the	pornography	
industry:	
	 7
a	number	of	my	respondents	reported	that	they	turned	to	the	adult	
industry	because	it	offered	them	what	they	wanted	in	a	job	–	namely,	
flexible	hours,	good	money	and	fun.	It	is	not	a	blocked	opportunity	but	an	
understanding	of	the	often	inflexible	and	demanding	nature	of	
conventional	work	that	motivates	entry	into	pornography	(Abbott	2010,	
53)	
One	porn	star	interviewed	told	Abbott:	‘I	just	can’t	work	in	an	office	…	I	get	sick	
after	two	weeks.	With	this,	I	get	to	travel	and	have	freedom’	(quoted	in	Abbott	
2010,	53).	Similarly	for	Jennifer	Blowdryer,	the	most	positive	thing	she	thinks	
she	got	out	of	working	in	porn	was	that	it	means	‘I	can	never	hang	out	with	
squares’	–	which	would	be,	she	says,	‘really	…	mentally	damaging’	(Blowdryer	
2007,	210).	
	
Vast	majority	of	performers	do	not	become	stars	
Why	and	how	do	people	become	actors	in	pornography?	The	biggest	study	on	
this	topic	consisted	of	in‐depth	interviews	with	fifty	actors	and	actresses	
‘currently	involved	in	the	adult	entertainment	industries’	(Abbott	2010,	49)	by	
Sharon	Abbott.	She	found	that	actors	enter	the	industry	for	a	number	of	reasons,	
including	money,	fame	and	glamour;	freedom	and	independence;	opportunity	
and	sociability;	and	being	naughty	and	having	sex	(Abbott	2010,	50‐58).		
Some	porn	actors	enter	the	industry	looking	for	fame	and	glamour:		
Many	respondents	report	that	‘becoming	known’	is	a	greater	motivating	
factor	to	enter	the	industry	than	money	…	being	photographed,	applauded,	
and	having	their	autograph	requested	(Abbott	2010,	52)	
And	Abbott	notes	that	‘compared	with	the	“straight”	(not	X‐rated)	entertainment	
industry,	porn	offers	a	relatively	quick	and	easy	means	to	earn	public	
recognition’	(Abbott	2010,	52).	But	as	she	notes,	for	porn	actors	‘annual	incomes	
generated	…	typically	approximate	middle‐class	earnings’.	At	the	professional	
level,	‘actresses	receive	between	$300	[for	masturbation	or	girl	on	girl]	and	
$1000	[for	anal	sex	or	double	penetrations]	for	an	individual	scene’	(Abbott	
2010,	50).	Women	in	the	industry	can	also	earn	substantial	extra	money	by	
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doing	outside	work	such	as	‘erotic	dancing	and	modeling’	(Abbott	2010,	51).	
It	is	true	that	a	very	small	number	of	porn	actors	do	go	on	to	become	genuine	
stars.	Vivid	Entertainment	provides	a	particularly	interesting	case	study	on	this	
point,	because	the	company	quite	explicitly	promotes	its	most	popular	
performers	as	superstars.	Christy	Canyon	comments	that:	‘I	left	porno	films	a	
superstar	because	of	Vivid’	(Canyon,	quoted	in	Rutter	2009).	For	Sunrise	Adams:	
‘the	opportunity	that	was	given	to	me	was	amazing,	and	Vivid	obviously	has	
some	big	hopes	for	me	…	modeling	Pony	clothes,	being	in	Grind,	the	
skateboarding	movie,	and	stuff	like	that’	(Adams,	quoted	in	Cavuto	2003).	Tera	
Patrick	says	‘It’s	like	a	family	at	Vivid	…	Steven	always	finds	the	best	and	the	
prettiest,	the	nicest	girls	to	work	with.	We	have	a	lot	of	fun	together’	(quoted	in	
Rutter	2009).		
These	quotations	can	be	contextualized	in	two	ways.	Firstly,	with	reference	to	
the	wider	Creative	Industries,	these	comments	can	be	seen	as	generic.	In	the	
same	way	that	every	Hollywood	star	promoting	every	major	film	in	which	they	
appear	will	always	tell	a	story	about	what	a	wonderful	experience	it	was	(even	if	
behind‐the‐scenes	gossip	suggests	otherwise),	so	the	comments	of	these	stars	
can	be	seen	as	generic	publicity‐work.	Here	it’s	worth	noting	that	one	of	Steven	
Hirsch’s	innovations	at	Vivid	was	to	hire	a	mainstream	Public	Relations	firm,	
Resource	Media	Group	(RMG),	to:	‘court	the	media	and	get	them	to	start	writing	
articles,	not	only	about	us	but	about	the	industry:	it’s	legitimate,	it’s	mainstream’	
(Hirsch,	quoted	in	Rutter	2009)	
But	secondly	it’s	worth	noting	that	part	of	the	reason	that	this	small	stable	of	
Vivid	stars	can	speak	positively	about	their	experiences	is	because	Vivid	has	
worked	hard	to	ensure	that	their	experiences	have	in	fact	been	positive.	Caldwell	
notes	that	a	small	number	of	creative	businesses	have	tried	to	overcome	the	
negative	situation	of	creative	labour	–	by	1997,	the	digital	company	Rhythm	and	
Hues	had	‘made	human	conditions	for	digital	workers	part	of	their	company’s	
public	goals	and	policy’	(Caldwell	2008,	143).	Similarly,	Vivid	quite	explicitly	
uses	an	old‐fashioned	model	for	their	small	number	of	star	performers	–	the	
studio	system.	
Under	the	studio	system	in	Hollywood	in	the	1920s	to	the	1960s,	staff	would	be	
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signed	up	on	long	term	contracts	to	particular	studios,	rather	than	working	
freelance:	‘There	was	a	more	cohesive	nature	to	the	industry	then.	Those	who	
worked	at	MGM	or	Warner	Bros	were	loyal	to	MGM	or	Warner	Bros’	(Caldwell	
2008,	115,	quoting	Sid	Gannis,	former	head	of	marketing	at	Columbia,	
Paramount,	Warner	Bros	and	Lucasfilm).	Hirsch	‘recreat[ed]	Hollywood’s	old	
studio	system	in	the	pornography	business’	(Economist	1999,	56):		
borrowing	from	the	old	Hollywood	studio	system	[Steven]	created	the	
Vivid	Girls	concept	whereby	Ginger	Lynn,	Jamie	Summers,	Nikki	Randall,	
Barbara	Dare,	Hyapatia	Lee	and	other	sensual	actresses	to	follow	would	
sign	contracts	to	make	movies	exclusively	for	Vivid	(Vivid	Entertainment	
2009b)	
This	has	allowed	him	to	establish	a	particular	relationship	with	the	actors	in	his	
movies:	
Reviving	the	studio	system	has	been	the	key	to	signing	up	these	women.	In	
mainstream	Hollywood,	stars	laugh	at	the	idea	of	tying	their	careers	to	
particular	studios:	in	Silicone	Valley,	they	jump	at	it	…	In	exchange,	they	get	
some	kind	of	job	security;	a	guarantee	of	exactly	what	they	will	do	and	with	
whom;	and	heavy	promotion	by	Vivid’s	powerful	publicity	machine	
(Economist	1999,	56).	
But	only	a	very	small	number	of	actors	become	stars	–	in	pornography	or	in	
mainstream	film	and	television.	For	the	majority	of	actors	in	pornography	the	
experience	is	very	different	and	more	like	that	of	untrained	actors	in	mainstream	
film	and	television	‐	‘supporting	artists’	or	extras.	These	on‐screen	workers	lack	
the	star	power	that	makes	the	experience	of	working	in	film	and	television	so	
pleasurable	for	the	successful	few.	Extras	are	the	‘least	powerful’	people	in	the	
film	and	television	industry	(Johnson	2009).	The	key	rules	of	being	an	extra	are	
that	you	keep	your	mouth	shut	and	do	what	you’re	told.	Extras	are	‘at	the	bottom	
of	the	film	pecking	order’	and	the	work	‘doesn’t	exactly	demand	a	lot	of	respect’	
(Johnson	2009).	While	not	on	the	set,	extras	are	huddled	into	unsavoury	
conditions,	and	‘Anyone	in	the	film	business	will	tell	you	about	‘the	bus’.	It’s	
where	extras	wait,	breathing	in	the	fumes	from	the	Calor	gas	heater’	(Johnson	
2009).	Extras	are	often	treated	like	objects,	their	bodies	discussed	as	though	they	
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are	not	there:	
‘Quite	often	you	get	talked	about	as	if	you’re	merely	an	inanimate	prop,’	
says	Chloe	Franks,	a	fellow	extra.	‘I	remember	some	costume	ladies	
bustling	around	me	as	I	was	standing	timorously	in	corset	and	knickers,	
saying,	“Well,	she	is	very	small	isn’t	she?	With	incredibly	big	feet!”’	
(Johnson	2009)	
There	are	clear	rules	that	impose	the	powerlessness	for	extras:	
It’s	like	an	anthill	–	and	there’s	a	strict	hierarchy.	I	try	and	work	against	the	
hierarchy,	to	talk	to	everyone,	but	when	there	are	ironclad	rules	about	who	
can	sit	where,	eat	what	and	talk	to	whom,	it’s	a	bit	of	a	losing	battle	(Jason	
Isaacs,	quoted	in	Johnson	2009)	
Extras	aren’t	even	expected	to	do	much	acting:	
The	director	…	gave	us	one	key	emotion	(…	I	think	he	said	‘happiness’)	for	
the	book	launch.	We	weren’t	expected	to	bring	any	real	characterisation	to	
a	role.	And	you	can	forget	motivation	(Johnson	2009)	
And	although	people	might	go	into	work	as	an	extra	hoping	that	it	will	lead	to	a	
big	break	as	a	legitimate	actor,	this	almost	never	happens	(SoYouWanna	2011).		
Most	actors	in	pornography	have	an	experience	similar	to	that	of	extras:	lack	of	
job	security,	short	periods	of	intense	hard	work,	lack	of	creative	control,	and	
ageism	meaning	that	careers	are	often	over	when	people	are	still	relatively	
young.	In	this,	pornography	is	like	other	Creative	Industries.	Indeed,	it	may	even	
be	that	working	conditions	in	mainstream	film	and	television	are	even	worse	
than	in	pornography:	porn	star	Annie	Sprinkle	writes	that:	
Once	I	tried	out	for	a	part	in	a	‘straight’	big	budget	feature	film,	48	Hours,	
starring	Eddie	Murphy.	They	were	looking	for	someone	to	play	a	bit	part	as	a	
hooker.	Dozens	of	women	showed	up	for	the	casting	call,	and	we	had	to	wait	
for	two	and	a	half	hours.	They	treated	us	like	children	and	were	very	
disrespectful.	That	ended	my	interest	in	a	straight	movie	career.	I	decided	to	
stay	in	pornography,	where	I	was	treated	with	more	respect	(Sprinkle	1998,	
28).	
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Workplace	Health	and	Safety	
Occupational	Health	and	Safety	is	a	key	issue	in	all	film	and	television	production	
(Caldwell	2008,	45)	‐	because	the	makers	are	regularly	doing	untried	physical	
things	on	each	shoot,	film	sets	are	dangerous	places.	It’s	typical	for	a	risk	
assessment	to	be	done	for	each	production	in	the	mainstream	film	and	television	
industry	–	although	this	is	not	always	true	on	low‐level	cheap,	pro‐am	
productions.		
Partly	this	focus	on	health	and	safety	comes	about	because	in	the	mainstream	
film	and	television	business	–	particularly	in	America	‐	unionization	remains	
strong.	In	pornography	this	is	not	the	case,	and	there	is	a	much	less	developed	
attention	to	workplace	health	and	safety	in	the	production	of	adult	material.	
There	does	exist	a	sex	workers	rights	movement	(Alexander	1998,	14),	
originating	from	the	United	States	(Alexander	1998,	14),	working	‘to	clearly	
delineate	the	risks	to	sex	workers,	and	to	identify	these	risks	as	being	related	to	
injecting	drug	use	and	personal	relationships,	not	to	sex	work	per	se’	(Alexander	
1998,	14).	But	the	lack	of	unionization	of	workers	in	pornography	–	and	the	
shady	image	of	pornography,	certainly	in	previous	decades	and	still	to	some	
extent	in	the	twenty‐first	century	‐	means	that	workplace	health	and	safety	has	
been	far	less	carefully	enforced	in	the	production	of	sexually	explicit	materials	
than	in	the	mainstream	industry.	However,	this	is	starting	to	change.	Wicked	
Pictures,	for	example,	has	a	condom‐only	policy.	And	the	question	of	workplace	
health	and	safety	for	workers	in	pornography	has	become	matter	of	public	
debate	and	public	policy.	In	Los	Angeles,	‘HIV	testing,	required	every	30	days	in	
order	to	work,	must	be	paid	for	out	of	[the	actor’s]	pocket’	(Abbott	2010,	50).			
It	is	clear	that	pornography	does	not	have	as	developed	a	workplace	health	and	
safety	culture	as	does	mainstream	film	and	television	production.	But	it	is	also	
important	to	put	this	in	a	wider	context	against	other	a	range	of	other	
workplaces.	As	Annie	Sprinkle	writes	of	her	experience	in	sex	work:	‘working	as	
a	taxi	driver	or	in	a	convenience	store	is	far	more	dangerous’	(Sprinkle	1998,	
134).	
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Learning	from	Creative	Industries	–	become	a	producer	
For	most	actors	–	and	particularly	women	–	their	careers	in	pornography	are	
limited	(and	again,	this	is	not	that	different	to	other	Creative	Industries	like	
mainstream	film	and	television).	Young	women	get	more	work,	and	there	are	
limited	(though	increasing)	on‐screen	roles	for	older	women.	This	leads	to	the	
problem	of	what	to	do	when	a	porn‐acting	career	comes	to	an	end.	In	this,	
pornography	is	different	from	other	Creative	Industries	because	of	the	stigma	it	
still	carries	‐	Monique	Foster	warns	that	‘many	employers	out	there	…	will	not	
hire	you	(and	possibly	fire	you)	if	they	find	out	you’ve	worked	in	the	porn	
industry’	(Foster	2010,	16):	
make	sure	you	create	a	plan	as	to	what	career	you’d	like	to	go	in	after	
you’re	done	as	a	porn	performer	whether	it	be	within	our	outside	the	adult	
entertainment	industry	(Foster	2010,	16)see	also(Abbott	2010,	60)	see	
also	(Jeffreys	2009,	77).		
For	some	actors,	the	answer	has	been	to	move	into	the	producing	of	
pornography.	And,	as	noted	above,	it’s	clear	that	if	you’re	working	in	the	Creative	
Industries	you	want	to	be	a	producer,	not	the	talent.	Actors	such	as	Candida	
Royalle	and	Nina	Hartley	have	moved	into	the	production	of	pornography.	Danni	
Ashe	created	and	runs	Danni’s	Hard	Drive,	one	of	the	most	successful	
pornography	websites	on	the	Internet:	
She	is	a	young	woman	who	is	ruthlessly	determined,	prone	to	avoiding	
anything	that	hints	of	substance	[drugs],	and	one	of	the	shrewdest,	most	
intuitive	Internet	porn	entrepreneurs	around,	who	made	her	first	million	
before	she	was	thirty	…	Danni,	having	held	only	the	jobs	of	stripper	and	
adult	porn	actress	before	becoming	president	of	her	own	Internet	porn	
company,	has	never	had	any	professional	business	experience.	She’s	
learned	it	all	on	the	job	(Marsh	2004,	246)	
Not	all	porn	actresses	now	have	to	learn	producing	on	the	job.	In	a	networked	
and	DIY	(liberal/small	business)	culture,	there	now	exists	a	genre	of	books	
telling	anyone	who	is	interested	how	to	be	a	pornography	small	business	person.	
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You	can	now	buy	on	Amazon	books	like	Mike	Brown’s	Make	Adult	Videos	for	Fun	
and	Profit!	(Brown	2010),	which	covers	the	process	of	working	out	‘is	this	right	
for	me?’,	technical	details	of	setting	up	a	website,	legal	advice,	and	an	
introduction	to	marketing.	Jack	Spriggs’	Make	Money	with	Adult	Websites	
(Spriggs	2008)	provides	a	detailed	overview	of	business	concepts	like	general	
versus	niche	content,	sponsor	and	affiliate	programs,	and	basic	technical	
information.	Ray	West’s	Adult	Website	Money:	how	to	build,	start	and	market	an	
adult	website	business	for	little	to	no	cost	in	30	days	(West	2005)	and	Chris	
Miller’s	Automated	Adult	Income:	making	cash	while	you	sleep	with	adult	videos	
online (Chris	2009)	cover	‘choosing	your	niche’,	‘buying	your	domain	name’,	
‘choosing	an	affiliate’	and	the	basics	of	marketing.		
Of	particular	interest	are	those	books	that	are	written	by	female	porn	actors	who	
have	gone	on	to	become	pornography	entrepreneurs.	Joy	King’s	Get	Into	Porn:	an	
industry	insider’s	guide	to	becoming	a	porn	star	(King	2009)	is	as	much	about	
becoming	a	porn	producer	as	becoming	a	porn	star.	As	well	as	advice	on	‘rules,	
boundaries	and	limitations	–	know	what	yours	are’	(King	2009,	25),	‘set	
etiquette’	(King	2009,	39),	advice	on	‘balancing	multiple	jobs	and	staying	on	top	
of	your	career’	(King	2009,	44),	and	on	health	checks	and	STI	testing	(King	2009,	
46)	she	offers	chapters	on	‘Marketing	basics’,	‘Advertising	basics’,	basic	legal	
issues,	and	how	to	make	money	running	your	own	pornographic	website.	
Similarly,	Lady	Sharlot’s	How	to	be	an	Internet	Pornographer	(Sharlot	2003)	
explains	‘how	to	make	money	as	a	content	provider	on	the	Internet’	(Sharlot	
2003,	vi).	It	provides	an	overview	of	the	entire	process	of	setting	up	a	small	
business	–	necessary	resources,	legal	issues,	how	to	find	models,	the	ethics	of	
producing	adult	content,	marketing	and	‘tips	for	staying	motivated	and	creative’	
(Sharlot	2003,	103).	She	takes	the	reader	through	the	concept	of	preparing	a	
‘business	plan’	for	their	pornographic	website	(Sharlot	2003,	20).	These	books	
not	only	illustrate	that	it	is	possible	for	women	to	move	into	the	lucrative	
producing	side	of	the	pornography	industry,	they	give	readers	step‐by‐step	tips	
on	how	to	make	such	a	move.		
	
The	future	of	the	Creative	Industries	
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As	noted	above,	it	is	distributors	who	can	make	the	real	money	from	
pornography.	The	Internet	has	dramatically	lowered	the	costs	–	both	literal	and	
cultural	–	in	becoming	a	distributor	of	pornography	and	this	has	had	a	major	
impact	on	the	business	models	of	the	industry.	Now	anyone	with	a	computer	and	
an	Internet	connection	can	be	a	pornography	distributor.	Compared	to	previous	
decades,	nowadays:	
Many	adult	businesses	are	now	working	harder	than	ever	to	keep	their	
competitive	edge	and	in	some	instances	to	stay	afloat	in	tough	economic	
times	(Comella	2010,	286)	
As	with	music	and	mainstream	films	and	television,	the	Internet	has	‘disrupted	
old	business	models’	(Economist	2011,	64).	Consumers	are	watching	less	pay‐
per‐view	adult	content	on	television	because	they	can	get	the	same	material	for	
free	on	the	Internet	(Schechner	and	Vascellaro	2011,	B1).	‘Old	style	pornocrats	
are	struggling’	and	share	prices	are	dropping	(Economist	2011,	64).	
The	industry	is	becoming	more	competitive,	and	‘companies	are	consolidating’	
(Economist	2011,	64).	Vivid	continues	to	do	well	at	the	very	biggest	end	of	the	
industry	using	strategies	which	are	learned	from	business	generally	–	not	
specifically	from	the	world	of	pornography.	Firstly,	Vivid	experiments	with	new	
distribution	systems	(Hirsch,	quoted	in	Rutter	2009).	In	1998	Vivid	moved	into	
Cable	TV,	with	adult	channels	showing	unedited	pornography,	including	Vivid	
TV.	In	2001	they	sold	their	TV	interests	to	Playboy	for	‘a	lot	of	money’	(Hirsch,	
quoted	in	Rutter	2009).	The	company	has	aggressively	engaged	with	new	
technology.	Vivid	was	the	first	adult	company,	Hirsch	claims:		
to	really	be	involved	in	a	serious	way	on	the	Internet,	and	to	look	at	it	as	a	
business	to	generate	revenue,	not	just	to	promote	our	movies	…	I	feel	that	
the	internet	is	where	our	real	upside	is.	Not	our	only	upside,	but	one	of	our	
revenue	streams	that	has	a	potential	to	grow	(Hirsch,	quoted	in	Rutter	
2009)	
On	its	website,	Vivid	provides	an	extensive	list	of	technological	‘firsts’	–	including	
being	the	first	adult	company	to	‘produce	full	function,	interactive	DVDs’,	‘to	
produce	its	films	in	High	Definition’,	create	a	‘strong	presence	in	the	mobile	
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phone	sector’,	and	to	develop	‘the	XXX	video‐on‐demand	business.	In	November	
2011	Vivid	announced	an	app	for	Google	TV,	orienting	its	content	towards	a	
convergence	culture:	
It	is	a	central	part	of	our	making	Vivid	available	everywhere	concept,	which	
gives	fans	unified	access	to	our	content	through	their	personal	computers,	
mobile	devices,	tablets,	television	sets	and	DVD	players	(Hirsch,	quoted	in	
Hachman	2011)	
Secondly,	Vivid	has	built	a	brand	name	around	expensive,	high	quality	
productions	that	people	are	willing	to	pay	for:	
The	studio	system	[discussed	above]	provides	Vivid	with	brand	identity.	
Now	that	anyone	with	a	hand‐held	video	camera	can	make	a	film,	the	
market	is	being	saturated	(Economist	1999,	56)	
Vivid	‘invested	heavily	in	marketing	and	promotion	to	build	their	names	and	
establish	a	fan	base	for	the	Vivid	Girls’	(Vivid	Entertainment	2009b),	with	
‘billboard	advertising	in	mainstream	contexts	like	Times	Square	and	Sunset	
Boulevard’	(Vivid	Entertainment	2009c).	
The	success	of	these	strategies	can	be	seen	in	the	fact	that	several	of	these	actors	
became	sufficiently	well‐known	as	celebrities	that	they	could	be	recognized	by	
consumers	by	only	one	name	–	such	as	Janine	and	Lexus	–	and	that	Vivid	has	won	
more	Adult	Video	News	awards	than	any	other	studio	(Vivid	Entertainment	
2009c).	Hirsch	has	focused	on	high‐quality,	top‐of‐the‐range	product	–	such	as	
‘celebrity	sex	tapes	and	pornographic	parodies’	(Economist	2011,	64)	‐	including	
Pamela	Anderson	and	Tommy	Lee	(which	sold	‘many	hundreds	of	thousands’	of	
copies	{Hirsch,	quoted	in	Rutter,	2009	#652})	and	Kim	Kardashian	(Vivid	
Entertainment	2009c).	This	is	Vivid’s	‘most	lucrative	imprint	by	far’	(Rutter	
2009),	with	best‐selling	tapes	including	Laurence	Fishburne's	daughter	
Montana's	sex	tape	and	Batman	XXX:	A	Porn	Parody	(Szalai	2010).	
Thirdly,	Vivid	has	moved	strongly	into	merchandising,	developing	its	brand	
across	a	variety	of	products.	All	Creative	Industries	must	increasingly	think	in	
such	terms.	In	mainstream	film	production,	for	example:	
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at	the	pitch	and	script	stages,	story	ideas	will	be	developed	as	diversified	
entertainment	properties	that	can	be	seen	(as	cinema,	television	and	pay	
per	view),	heard	(as	soundtracks,	CDs	and	downloads),	played	(as	video	
games),	interacted	with	(as	linked	online	sites),	ridden	(as	theme	park	
attractions),	touched	(cell	phones.	pod	casting)	and	worn	(as	merchandize).	
Nothing	gets	‘green‐lighted’	unless	there	are	compelling	prospects	for	
financial	success	in	several	of	these	(now	integrated)	market	areas	
(Caldwell	2008,	233)	
And	so	Vivid	licenses	‘condoms,	snowboards,	skateboards,	tee	shirts,	playing	
cards,	advertising,	calendars,	[and]	comic	books’	(Vivid	Entertainment	2009a).	
People	can	easily	pirate	audio‐visual	material	online	without	paying.	It’s	much	
harder	to	pirate	a	skateboard.	And	besides,	the	aura	of	owning	the	real	object	is	
an	important	part	of	its	appeal.	Vivid	have	also	produced	content	that	can	be	sold	
through	non‐pornographic	distribution	channels,	such	as	sexually	explicit	reality	
TV	shows	like	Porno	Valley	for	premium	cable	(Vivid	Entertainment	2009a):		
How	to	Have	a	XXX	Sex	Life:	The	Ultimate	Vivid	Guide,	co‐authored	by	the	
Vivid	Girls	and	published	by	HarperCollins,	was	a	best	seller.	Vivid	
products	are	sold	in	mainstream	retail	outlets	(Vivid	Entertainment	2009a)	
Vivid	is	not	the	only	big	porn	company	to	pursue	this	option:	
Other	big	brands	like	Hustler	and	Playboy	have	chosen	to	diversify,	and	
now	trade	on	their	names	as	much	as	their	naughtiness.	Playboy	gets	
[licensing	rights]	from	the	bunnies	that	adorn	clothing	and	other	
consumer‐goods	worldwide.	One	of	the	most	profitable	parts	of	Hustler’s	
business	is	its	casino	in	Los	Angeles	(Economist	2011,	64)		
Fourthly,	Vivid	has	begun	to	explore	niche	markets	–	with	the	same	brand	
guarantee	of	high‐quality,	expensive	production	values	‐	with	new	ranges.	Brian	
McNair	notes	that	:	
the	content	of	pornography	…	is	market	driven	and	where	there	is	present	
in	any	given	society	a	gay	or	feminist	community	with	the	socio‐economic	
status	to	constitute	itself	as	a	consumer	group	…	a	pornography	targeted	at	
them	has	emerged	(McNair	2002,	45)	see	also	(Waskul	2004,	4)		
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And	so	now,	on	Internet	pornography	sites:	
people	of	all	genders,	sexual	orientations,	fetish	interests,	or	finicky	desires	
can	find	ready	opportunities	to	explore	the	surfaces	and	depths	of	their	
erotic	interests	(Waskul	2004,	5)	
Vivid	has	launched	niche	lines	that	produce	expensive	high	quality	product	for	
these	new	audiences.	Vivid‐Ed	is	an	educational	line	of	‘How	to’	tapes	overseen	
by	Tristan	Taormino,	a	queer	sex	educator	and	writer.	Vivid‐Alt,	the	company’s	
alternative	line,	is	headed	by	Eon	McKai,	a	graduate	of	the	California	Institute	of	
the	Arts	(Jacobs	2007,	13).	These	appeal	to	new	niche	markets,	looking	for	
‘quality’	product.	In	all	of	these	examples	it	is	the	logic	of	creative	industries	
more	generally	that	allows	the	producers	and	distributors	of	pornographic	
material	to	survive	in	an	increasingly	digital	and	globalized	marketplace.	
	
Conclusion	
Pornography	is	a	Creative	Industry	and	studying	it	as	typical	rather	than	as	
exceptional	proves	useful	in	explaining	the	structure	of	its	businesses,	the	
processes	of	production,	and	the	content	that	is	produced.	Like	other	Creative	
Industries,	pornography	favours	producers	when	it	comes	to	making	profits.	The	
majority	of	labour	involved	in	producing	pornography	is	nomadic.	The	on‐
camera	talent	is	not	well	paid,	and	the	vast	majority	of	it	is	powerless	and	not	
treated	particularly	well	(the	“extras”	syndrome).	And	standard	business	
strategies	of	product	differentiation,	technological	development	and	niche	
marketing	are	proving	important	for	pornography,	as	for	other	creative	
industries,	in	an	increasingly	digital	and	globalized	marketplace.	Looking	at	the	
ways	that	pornography	is	similar	to	other	Creative	Industries,	rather	than	
focusing	on	the	ways	it	is	different,	provides	a	novel	and	useful	explanatory	
framework.	
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